periphery. By way of two case studies, we would like to argue that creativity is unevenly distributed across the putative line between West and non-West as well as within them and that this distribution is an effect of globalisation.
<a>GLOBALISATION AND CREATIVITY
The term globalisation is used here to highlight a break with the Eurocentric view that is implicit in the discourse on the lack of creativity in Asia. The key symptoms of globalisation as identified by sociologist John Tomlinson highlight key issues surrounding creativity in Asia.
First, cultural products from the West or the presence of Western companies in general no longer dominate the world. The presence of companies from the West in Asia is not as marked as it is believed in the West. Globalisation is a de-centralising process, and there is no longer an absolute centre, a role that the United States undoubtedly played in previous decades. Today the world has a number of sub-centres and regional hubs in the form of Tokyo, Hong Kong and Shanghai in Asia and cities such as Dubai, Cairo and Mexico City in other parts of the world. Not only has the Asian economy as a whole increased its share in global output, the Asian economy is also dependent on the intra-regional markets for capital and consumer goods, which have grown rapidly relative to the EU and North America. While Western tourists and journalists might selectively spot Western brands and cultural goods in Asian cities, it is the case that Asian consumers in particular display a preference for local cultural goods. This can be observed in areas ranging from popular music, magazines and television programmes to consumer brands.
The concepts of 'cultural discount' and 'cultural proximity' might explain these preferences. Cultural goods made for a certain culture usually have little appeal outside that culture because the cultural contents are unique to the culture of origin and often have little relevance to consumers outside the particular cultural sphere. For this reason, significant cultural exports from Asia (mostly Japan) have been limited to products that are best described as 'culturally odourless'. A term coined by Professor Iwabuchi Koichi, 1 'culturally odourless' products are products that do not contain a cultural presence, thus allowing consumers to remain unaware of the origin of these products (Iwabuchi 2002: 27 Anthropologist Richard Wilk's concept of global 'structures of common difference' (1995) is useful for explicating the key structural features for the geographical distribution of creativity and innovation. Global structures of difference organise and even promote cultural differences along specific dimensions. Thus globalisation is the hegemony of form but not of content, the latter which celebrates particular kinds of diversity while suppressing others.
This means that there are small numbers of global forms through which creativity is exercised and innovation takes place. Conceptions of creativity and innovation, which are strongly linked to the romantic notion of originality and individual authorship, must adjust to reflect this change. The fast food chain, an American concept, is one example whereby the global format has been localised and, through this structure, local innovation has flourished.
Using the examples of luxury cosmetics brands and popular culture in Asia, the next section of this chapter will elaborate on how these two effects of globalisation have led to the assumption that there is a lack of creativity in Asia. What must be made clear is that the aim of this chapter is not to show that there is a particular type of non-Western creativity (just as it is not possible to argue for a particular 'Western' creativity) but to broaden the current discourse of what can be considered creative and understand how it is no longer possible to understand the distribution of creativity along the national or civilisational lines of Asia. It is also important here to point out that while the term 'non-Western' is used, this does not imply that this term speaks for Asia as a whole. The two case studies under discussion are drawn from East Asia, which only represent a particular area; they were selected to demonstrate the issues being discussed in this chapter.
It is well known that markets in the West are not as readily receptive as markets in Asia in receiving cultural products from another part of the world. As highlighted earlier, what Western markets embrace in terms of cultural products from Asia are products where their own culture, be it American or European, can be placed onto the products, allowing for a seamless insertion into the local culture. Japanese manga characters are a case in point.
While they might look 'Asian', the multi-coloured hairstyles, exaggerated facial features represent a non-race which allow for an easy translation onto Western screens. The examples in this section will illustrate that in order for these products to be popular in the West, the 'creative' origin of these products are usually hidden or masked as many products from East Asia do not translate easily to the West. Consequently, many consumers in the West are often unaware of where these supposedly 'innovative' or 'creative' products come from, thus reinforcing the view that there only seems to be a one-directional flow of creative products from the West in Asia, which then further bolsters the perception that there are no creative products in Asia, leading to the final conclusion that there is a lack of creativity in Asia. The examples here will show that this flow of creativity is actually bi-directional due to globalisation but that the combined issues of market and language form two of the key reasons why this assumption still remains. This one song alone references a variety of musical styles drawn from all over the world, creating a song that can only be described as a musical hybrid, which still functions within a recognisable pop song. What this song also does is highlight the need to start thinking of creativity in a different way, whereby new content is not the result of the work of one person but rather a bringing together of ideas from all over the world, resulting in something new.
We had earlier argued that globalisation is a de-centralising process where there is no longer a fixed centre. Rather, there are now multiple different hubs situated in various cities in the world. We also highlighted that the growth of economies in Asia has resulted in a more affluent society in Asia and many companies in Asia view Asian consumers as a largely untapped potential market, bypassing markets in the West. Japanese products are highly popular in East and Southeast Asia and circulate across the region via numerous legal, illegal, online and offline media channels. In cosmetics, Japan has influenced the region's make-up and skincare trends and regimens and has produced a regional craze for products such as whitening creams and anti-ageing serums that are quite specific to Asian skin types and aspirations (L'Oréal 2012). Japan's cute and girlish aesthetic has become a regional phenomenon and companies are seeking to draw on these ideas in order to understand and adapt their products to the Asian regional markets.
A substantial market also exists in Asia for cultural goods. Even before the economic growth of China, there has always been a local and Asian-wide market for popular music in Wong's first successful single was a cover of a Japanese song. The result of this intraregional market is that Hong Kong pop stars would be famous in Japan, giving successful concerts in Japan or having 'Japanese fans of Hong Kong pop fly to visit their icons or attend concerts' (Ng 2003: 13) . This worked for Japanese pop stars and groups as well, with many of them having fan clubs in Taiwan and Singapore. What is clear from both these examples is that there is a circulation of creativity manifested in the marketing of cosmetics or in pop music within Asia. However, due to a language barrier and growing market consumption, now boosted with China, there was, and still is, little desire to promote these products or artists beyond Asia. However, just because these products or singers are not well known globally does not indicate that there is no creativity in Asia. Having successfully negotiated a shift to America, this film has him firmly back in China.
The original film was set in Japan and has now been remade for a Chinese audience, thus demonstrating a significant shift in the importance of China as a growing consumer market for cultural goods. Another change that is taking place within Asia is that not only are firms What the results of this partnership will mean in the future for the development of consumer technologies for Asia, and globally, might not be known in the near future, but this collaboration perhaps demonstrates a confidence within Asia on their ability to create and innovate.
With the examples presented in this chapter, it is no longer possible to state that Asians are not creative due to their culture or government systems. If this assumption rests on the argument that Asia is not creative because the goods that it produces, invents or creates are not well known or consumed globally, this raises a more interesting question about how creative other parts of the world are. What has arisen from this chapter is perhaps the need to question why there has been a continued fascination with or fixation on the perceived lack of creativity in Asia, while inventions and cultural products from many other countries in the world are also not well known globally. 4. Should we use companies rather than nations when we think about creativity in a globalised economy?</nl> <A> NOTE
